INTRODUCTION

Scholarship on the Late Sequence since Gothic Song
The music theorist known as Grocheo, writing c. 1300, stated that the sequence was sung in the manner of the ductia, and that it would be "light and rapid in its ascents and descents." As he is the first writer known to us to provide a detailed treatment of both sacred and secular genres of music in a single treatise, it may be telling that he thinks of sequences as among those ecclesiastical chants performed as if they were for dancing.
1 He was writing in Paris, where the so-called late sequence was championed at the Abbey of St. Victor and at the Cathedral of Notre Dame. Grocheo would have heard the styles of singing that developed in the course of the twelfth and thirteenth centuries in what was then the musical capital of Europe. Some sequences Grocheo heard may have been charming, lively works to inspire him to describe them as he does, but they were doubtless sung in a variety of ways, especially in Paris. Students making parodies of them in a Parisian tavern would have sounded differently from Augustinians at St.Victor, who, in turn, would have sung many of the texts to different melodies from those in use at the Cathedral of Notre Dame. 2 The geographical range of such pieces by the year 1300 extended throughout Europe, from Ireland to Hungary and from Iceland to Southern Italy, and the numbers of works in place and still being created, by new religious orders as well as by Crusaders in the Near East, was enormous.
3 Gothic Song:Victorine Sequences and Augustinian Reform in Twelfth-Century Paris (Cambridge, 1993) , reprinted here, is the first book-length study of the Parisian sequence repertory, the pieces that Grocheo mentioned in his catalogue. 4 The sequence formed a matrix of melody in the central and later Middle Ages, and was the place in the Mass liturgy where (although there was an established sequence repertory in every region) there was always room for change and for adding new pieces. 5 As a result, for centuries this was a place where those who were creating new works for the Mass were likely to (1) test their ideas both about composition and the relationships between music and poetry; (2) advance and establish ideas about local saints and new feasts; (3) try out liturgical performance in newly constructed churches; and (4) comment upon the meanings of the Gospel text or of the Eucharistic sacrifice itself. In addition, like the Sanctus of the ordinary and its tropes, the sequence was a genre well suited to metaphorical explorations of song on earth as a sonic shadow of heaven, and, as such, sequences drew the heavenly host with them whenever they were sung.
In Gothic Song, I suggest some ways in which sequences could help scholars under stand change and continuity in Western medieval culture, and that idea has continued to be explored by many scholars in recent decades. For example, Gunilla Iversen and Marie-Noel Colette were instrumental in founding an international colloquium focused on poetry and music, which often included sequences, called "Sapientia et Eloquentia: Studies on the Function of Poetry in the Period of Transition from a Monastic to a Scholastic Culture in Medieval Europe." The trend is reflected in the writings of Lori Kruckenberg, which began to appear in the late 1990s (many of which will be discussed in this overview). Her work has challenged earlier ideas about the sequence as a genre that evolved in three stages-early, transitional, and late-and has been fundamental in expanding the conversation on sequences. 6 Gothic Song serves several specific purposes besides the general one of demonstrating the centrality of sequences to western medieval Christian liturgical and artistic experience, and to reading change and continuity. It describes the figure of Adam of St. Victor, who had long been misidentified in the literature, examines the possible layers within the repertories created at various churches in Paris, probes ways the socalled Victorine sequences worked musically and exegetically, and situates them within the intellectual and spiritual ideals of the Augustinian canons regular, especially those of the Abbey of St.Victor. The book has laid a foundation for further work in the field by beginning to straighten out problems that had made the study of late sequences problematic, most importantly, showing how sophisticated the art of contrafacta could be and how profoundly sequences could reflect local and regional political and religious views. When I was working on the Victorine sequences in the 1980s and early 1990s, I was struck by the way in which proper tropes fell increasingly out of favor with those institutions, especially houses of Augustinians, who were interested in large repertories of late sequences. Since that time, there has continued to be much work on later proper tropes, especially those in German-speaking lands, and the idea that they "died out" has had to be modified. 8 This brief introduction to the second edition reviews scholarship on late sequences since the appearance of Gothic Song in 1993, providing the bibliography necessary for situating the Victorine sequences and the late sequence in general in contemporary thought. The quantity and quality of the work since 1993 suggest that Gothic Song helped to spark a fire of interest in sequences in general, and late sequences in particular. The book continues to challenge historians of all stripes to look to the musical repertories of the figures and communities they study and to learn to read history and the other arts more deeply through understanding ritual song.
In spite of the rich vein of scholarship on the late sequence, surveyed below, more work also needs to be done on performance. The late sequence as a genre became increasingly popular throughout Europe in the course of the twelfth century, and works continued to be written for centuries after late-epoch versification essentially triumphed (although Notkerian and other styles of sequences continued to be sung, copied, and composed as well). What gave this verse and the melodies that accompanied it their appeal? Why was rhyming so important to this liturgical song and its musical sound?
9 How, indeed, might these works have sounded, and what were the possibilities? 10 The Victorine sequences were groups of texts deliberately linked by melodies and families of melodies. What was the effect of such a text-music symxvi Introduction phonia when interrelated pieces were sung? Performers have yet to re-create the kinds of experiments suggested by the sequences and their multiple neumatizations. The exquisite recording "Nova Cantica: Latin Songs of the High Middle Ages" by Dominique Vellard and Emmanuel Bonnardot (Deutsche Harmonia Mundi, 1992), for example, contains one Victorine sequence, "Rex Salomon Fecit Templum." This is a piece that the Victorines sang as part of a group of six, with all texts set to a wonderful melody based upon the hymn tune "Ave Maris Stella." What would it mean to hear the hymn, and at least one other of the sequences, with the performers allowing for the interplay between the texts sustained by the music? One can only hope that the scholarship reviewed here will inspire more performers to take up the genre. Of all the sequence poets of the Latin Middle Ages, Adam of St. Victor is among the most praised, as any standard discussion of medieval Latin verse will demonstrate. Never was so little known, however, about someone so famous. Richard of St. Victor, while not naming Adam, recognizes him an outstanding poet ("egregius versificator"); the Cisterican Alan of Lille (d. c. 1202) and the Dominican Thomas of Cantimpré (1201-1272) mention him by name.
12 Revisionist Victorines in the fourteenth century caused confusion by identifying him with a shadowy late-twelfthcentury figure, Adam Brito. But there is, indeed, ample evidence to locate the real Adam of St. Victor, poet and musician, among the men who attempted to implement Victorine religious reforms in the Cathedral of Notre Dame of Paris in the first half of the twelfth century. He was surely one and the same with the precentor of Notre Dame Cathedral, who left for the Abbey of St. Victor in the 1130s, transferring the income from his prebend to the Abbey, and dying c. 1146. The appearance of a significant number of sequences in the liturgies of both the cathedral and the Abbey of St. Victor, and the establishment of two interrelated yet distinct sequence traditions, may be explained by Adam's dual citizenship in the first half of the twelfth century, and by his role as the musician in charge of the cathedral liturgy during the opening decades of the musically dynamic twelfth century. That he lived in the early twelfth century is a crucial fact on which hangs much of what we can know about the development of Parisian and Victorine sequences: the texts themselves relate to the principles of reform celebrated at the Abbey, to a championing of Augustine as the patron of the Abbey, and to artistic and exegetical ideals that work in concert with the theological treatises of Hugh of St.Victor, and later of Richard as well. If Adam's chronology is wrong, then so, too, is our understanding of the evolution of the Parisian and Victorine repertories. Adam's identification has been helpful to scholars working on late sequences, providing a benchmark for establishing a chronology within the repertory. Since 1993 there have been two new translations of Victorine sequence texts with commentaries, both of which rely upon Adam's identification to situate the works in time and to establish meanings.
14 Bernadette Jollès's work, a translation and commentary upon the Marian sequences in the Parisian repertory, appeared in 1994. 17 Grosfillier supplies useful commentary upon the texts, and his notes identify scriptural and patristic citations. The final section of the book groups the texts by liturgical feasts and advances their major themes, sometimes with references to ideas developed in Gothic Song, including the ways melodies were used at the Abbey of St. Victor to group texts for exegetical and liturgical reasons. Grosfillier studies poetics and rhetoric, and the themes and ideas of the Victorine texts, in an attempt to securely identify which pieces Adam wrote. 18 But the work on Adam remains speculative. Although sequences were created throughout the course of the twelfth century and in many Parisian centers, the first copies we have of them from the Abbey of St.Victor date from the early thirteenth century, where they appear in a standardized form, both in regard to text and music. All the early copies of sequence collections from Paris-the stray sheets and libelli that must been circulating from place to place-are lost. The closest surviving instance of an Anglo-Norman Augustinian late sequence repertory in flux, one that may represent the kind of experimentation that surely was taking place in the twelfth century, is contained in the gradual from the Victorine-influenced St. Laurent d'Eu, studied by David Hiley. 19 Godefroy of St.Victor worked in the third quarter of the twelfth century, and in Gothic Song I suggest that he may have been a redactor of the Victorine sequence repertory. He is the only identifiable Victorine who has left us a copy of a sequence, both text and music, in his own hand ("Ecce Dies Triumphalis" for St.Victor). 20 So, although establishing the identity of Adam is helpful for explaining much about the development of the sequence repertory in Paris, both at the cathedral and at St. Victor, as well as in other churches, significant problems remain with attributions to Adam himself. We cannot prove which texts he wrote; we cannot know with certainty that he wrote sequence melodies. But because we now know who he was, and that he was the leading musician at Notre Dame Cathedral, the latter is certainly likely. The sequence repertory that the Victorines transcribed and put in liturgical order in the early thirteenth century surely contains at least some of his works, probably both his poetry and his music, and the collection as a whole is an extraordinary achievement, textually, musically, and exegetically, regardless of how many members of the community contributed to it.
Case Studies, Thematic Investigations, and Commentaries
The last two decades have been fruitful ones for the late sequence and for sequences in general. Scholars have become increasingly fascinated with the idea of "the new song," a style of music that went hand-in-glove with developing interests in rhythmic, Latin poetry across several genres. 21 Verse forms that depended upon numbers xviii Introduction of syllables rather than word accent and classical meters had been popular since the late patristic period, as a study of Augustine's De Musica demonstrates. 22 But intense experimentation with verse in this style in the second half of the eleventh century and the twelfth century is seen as a kind of watershed in the Latin Middle Ages, and one that made for great possibilities in the development of contrafacta techniques. The ways in which the sequence became a new song, and in which the genre was characteristic of the style itself, has inspired much excellent scholarship. 23 In general, it can be organized into two categories: (1) cases studies of individual pieces, and (2) repertorial studies, sometimes with a focus on a single church, center, region, religious order, manuscript, or chronological development. Scholarly works from disciplines outside musicology and liturgy with a vested interest in sequences are often found in each category.
The study of the Easter sequence "Epithalamica," attributed to Peter Abelard by the late lamented Chrysoganus Waddell, unleashed a torrent of new work on both Abelard and on Heloise as liturgical poets and even as composers. 24 Scholars have continued to take particular interest in sequences whose poets or composers can be identified, and whose political or aesthetic agendas can be discerned within the texts, music, or the relationship between the two. 25 Two essays by Michael McGrade present the contexts of individual sequences composed in the twelfth century east of the Rhine. 26 In his study of a sequence in honor of Charlemagne, McGrade treats the sophisticated use of contrafacta technique in a readaptation of the melody for "Laudes Crucis attollamus," a sequence that has been much studied in the wake of Gothic Song. 27 Hildegard of Bingen, the sequence composer with the most securely attributable works to her name, was also, like Adam and Abelard, a poet, who wrote the texts she set to music. Hildegard did not write "new songs," that is, her sequence texts are not written in rhyming verse depending upon syllable count. Rather, Hildegard understands the time-honored, paired versicle structure of the sequence and deliberately breaks through it, making meanings by violating expectations through various kinds of musical repetition that serve as a counterpart to formal expectations. 28 Studies of many individual late sequence texts are found in the monographs of Jollès and Grosfillier, mentioned above. Gunilla Björkvall and Ritva Jacobsson offer a close reading of two late sequences for the Holy Crown, one of which was written by Dominicans in Paris and the other in Sweden. 29 Leslie Lockett has written an engaging study, with an edition and translation, of the late sequence "Lebuine Confessorum" for St. Lebuin. The poem is a tour de force, reading like rhythmic verse from top to bottom, and cast in dactylic hexameters from bottom to top. 30 Peter Stoltz has edited a late sequence that makes the Virgin Mary the Queen of the liberal arts. 31 The influence the genre exerted on vernacular song repertories and their texts was significant, and the scholarship on these themes offers many ex amples, from studies of the carol to the cantigas, and much else in between.
32 Jean-Ives Tilliette has demonstrated the ways in which sequences incorporate materials from lives of the saints, allowing the genre to connect the Mass to the Office in intriguing ways. 33 Felix Heinzer explores a theme that was important in Victorine and other late sequence texts. 34 Another thematic study, by Juliet Mousseau, explores Victorine
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sequences in the context of writings by Hugh of St. Victor, a strategy that is also fundamental to Gothic Song. 35 The ways in which late sequence texts were set polyphonically is an area of study that is only beginning to attract attention. 36 
Sequence Repertories of Particular Regions and Religious Communities
Gothic Song emphasizes the ways in which the Victorine sequences expressed the collective voice of a particular community, with spiritual needs as well as political and regional affiliations. Since 1993, many scholars, reading the repertories as blueprints for the study of culture and religious ideals, have worked on the ways in which sequences developed and flourished within a particular region. 37 A stellar collection of essays, edited by Lori Kruckenberg and Andreas Haug, explores such themes. Its contributors outline the history of sequences as found in the archdiocese of Nidaros (1152-1537), which included Norway, Iceland, Greenland, the Faroe Islands, the Orkney Islands, and the Western Islands of Scotland. The great ordinal of Nidaros, prepared in the early thirteenth century by unknown but highly skilled liturgists, gave the liturgical practices of this archdiocese a uniformity that made for ecclesial order, but that was followed to greater or lesser degrees, as scholars writing in this collection have shown. Like other liturgical books from the archdiocese, the ordinal itself exists in a fragmentary state, and it and the sequence and other liturgical repertories have to be reconstructed from diverse parchment leaves, many of which are mere scraps.
38 Åslaug Ommundsen, in her essay on two Norwegian sequentiary fragments, states that between ten thousand and fifteen thousand liturgical books were produced in the archdiocese, and of this lot, "no complete handwritten missal, gradual, sequentiary or other chantbook is known to have survived intact" (133). 39 The study of such a repertory requires a great variety of skills and strategies. The authors demonstrate the importance of the sequence as a genre for understanding both the influences of other religious cultures on Norway and the creativity of native poet-composers and liturgists.
Of the eleven essays in this collection, about half relate specifically to the secondepoch sequence, most significantly, the opening study by Kruckenberg. In her overview and reconstruction of the sequence repertory from the Nidaros archdiocese, she claims that there were around 135 sequences, and that these were sung on 185 occasions, with a few more identified beyond those edited by Erik Eggen in 1968. 40 Kruckenberg shows how rich in number this repertory is, in comparison to its Continental counterparts. Those who put it together in the early thirteenth century had eclectic tastes and were not rooted in one tradition or another. Rather, they often tried to preserve all strands. They inherited an early layer of sequences that seems to have come from Germany directly, and they retained it. Alongside this German layer, a second and later layer of pieces from England and the Continent west of the Rhine was introduced, and they kept it, too. The compilers worked during a time of repertorial transition, and so they favored the sequentia nova, but in adopting these newer works, they did not feel the need to excise earlier sequences. They were not as keen about the rhymed, rhythmic style of sequence favored in Paris, or at least not xx Introduction did not actively import specific works, since there are but a handful of concordances with the Victorine repertory.
41 Second-epoch sequences did make their way into the archdiocese of Nidaros, however, as a third layer. Kruckenberg points to the influence of both Augustinians and of Dominicans. 42 As with the second layer, which contains many sequentia nova, this third layer also did not displace earlier works. Rather, these pieces were adopted for new feasts or raised feasts; others are found in manuscript fragments but not in the ordinal itself. In her study of sequences in Iceland and comparisons with the ordinal and later printed service books, Gisela Attinger demonstrates the longevity of the sequence as a genre in the archdiocese of Nidaros. Attinger suggests that the truncation of the repertory reflected in the latest sources did not take place until the late fifteenth or early sixteenth centuries. The developments detailed in Nidaros in this collection seem to parallel those in the diocese of Utrecht, although each stage began slightly later in Utrecht. 43 Just as the great ordinal of the archdiocese of Nidaros has proved central to the study of sequences in this region, similarly, the ordinals of the diocese of Utrecht have inspired the study of sequences and of other chants as well. 44 When scholars are dealing primarily with manuscript fragments and with lacunae in the chant tradition, ordinals can fill in the gaps. Calvin Bower's study of the sequences of Utrecht proves that multiple influences converged in the region, while demonstrating the vitality of the genre from 1300 to 1600. 45 As he states, "The problem faced by the Low-Land liturgical musician was not one of paucity of sequences, but rather of a super-abundance of possibilities, and the selection of a musical and poetic style that best harmonized with the liturgical culture and spirituality of his time and place" (49) . According to Bower, there were three stages in the formation of the repertory: (1) a formative period around 1300, when large numbers of sequences were coming into the region from all directions; (2) a pruning away of many pieces in the early fifteenth century; and (3) a standardization of the repertory in the later fifteenth century. Late sequences written by Netherlandish composers entered the repertory between stages 2 and 3. As with the sequence repertory of Nidaros, no great numbers of "Victorine" or Parisian sequences immigrated into the region. The sequences written by Netherlandish composers have never been studied for what they might reveal about religion, music, and culture in the later Middle Ages and on the eve of the Reformation. Bower's study uncovers a fascinating group of pieces to be mined by scholars in the future. New work on the sequences written for the feast of Corpus Christi is yet another related area of study, for the feast was first developed in and around Liège. The study of chant and liturgy in Liège leads to the interests that new religious orders had in sequences. 46 Late sequence repertories were prominent in central Europe, and representative of the work on this music and its liturgical contexts are the essays of Hana VlhovaWörner. She has written on the diocese of Prague and the ways in which the sequences of the cathedral were distinct from the rest. Her work has introduced sequence manuscripts and those who composed the works, and she has also demonstrated the workings of contrafacta techniques in the repertory. 47 The thirteenth century witnessed the coming of the friars-Franciscans and Dominicans-and their musical and liturgical reforms. 48 The Dominican liturgy 49 Study of the first layers of Dominican sequences demonstrates that the friars used the sequences familiar to them but truncated them, changing the sequences they adapted from the Parisian repertory and writing new sequences in the same style, often relating these to their hagiographic agenda. Yet even here, the wholesale importation of Parisian sequences did not take place, and as we have seen both in Norway and in Utrecht, the influence was primarily one of style and taste rather than of actual pieces. Victorine sequences were written and composed for a particular time and place and apparently did not transfer well directly, at least not in large numbers. The single exception to the general lack of broad interest is a large collection of specific pieces from Paris and from the Abbey of St. Victor in Assisi, Bibl. Com. MS 695. But this collection is a special case, an anthology rather than a book for liturgical use. 50 There seem to be differences between the ways that polyphonic repertories and sequence repertories spread within Paris and did, or did not, move out to other regions. The Parisian polyphonic repertories, as can be seen through studies of W1 and of its copying in St. Andrew's, Scotland, were more likely to be copied from exemplars, suggesting that the notation and musical genres were not well understood by local musicians. 51 Sequences, on the other hand, could be written locally, because poets were skilled in the various forms of late medieval rhythmic poetry and in contrafacta techniques, and so specific pieces did not need to be made available to local musicians.
The use of sequences in the liturgies of Dominican nuns has been much studied ever since the seminal work on the nuns of Katharinenthal, sparked by the facsimile edition (1979) of their visually magnificent early-fourteenth-century graduale with its sequentiary. 52 The nuns of Katharinenthal, like other late medieval religious women, including beguines, had a special devotion for St. John the Evangelist, the saint "whom Jesus loved," and who was named the son of Mary by Jesus. 53 Jeffrey Hamburger has organized a conference and edited a collection of essays on the topic of two leaves from an extraordinary liturgical book created by the Dominican nuns of Paradise bei Soest in Westphalia. 54 Two contributors, Lori Kruckenberg and Nancy van Deusen, treat the late sequence as related to the ritual and art of the women who illuminated this and other books that constitute what are perhaps the most ornately decorated manuscripts from the entire Middle Ages. 55 The sequences sung by Franciscans or prepared under their influence remain an understudied topic, perhaps because there are fewer of them.
Sequences continued to be written and sung on an occasional basis long after Tridentine reforms removed most of them from the Roman rite. 56 Barbara HaaghHuglo has studied the sequences of the Victorine Simon Gourdan (1646-1729), who was both a historian of the early centuries of the Abbey of St.Victor and also a xxii Introduction poet, and who attempted to re-create the glories of the sequence repertory by writing a history of the Abbey, liturgical commentary, and liturgical texts. 57 Fourier Bonnard, in his history of the Abbey of St. Victor, includes a sketch of the difficult struggles with Jansenism in the Abbey, led by Simon Gourdan. 58 Simon's sequence repertory, which was copied at least in the Cathedral of Cambrai and had a circulation in Paris, has never been closely studied. 59 Another way in which sequences continued to have an impact on religious life was through the commentary, a genre that has been lately studied by Erika Kihlman. 60 Kihlman has worked with over two hundred manuscripts of sequence commentaries, and her book Expositiones Sequentiarum concentrates on but one sequence from this rich tradition, "Ad Celebres Rex" for St. Michael. The audience for sequence commentaries varied, as do the works themselves, which range across several levels of proficiency regarding Latin language, grammar, and literary or theological studies. 61 The commentaries also take us back to the Abbey of St. Victor, where Josse Clichtove (Clichtoveus) (d. 1543) wrote an explication of various liturgical texts, including sequences. 62 His studies were part of the arguments raging in the early sixteenth century over biblical authority, in which the liturgy was sometimes consulted to make judgments about figures such as Mary Magdalene. Clichtove's understanding of the sequences of his own abbey and their tradition is a subject ripe for study. 63 The Victorine sequences present an integrated sounding image of the church that can be comprehended only through singing in community. Taken as a whole, this repertory is the most complex witness to the art of memory that survives from the Latin Middle Ages, and it functioned through the interaction of music and poetry within a liturgical framework. It only makes sense to those who interacted with each other within the web of sound created at the Abbey, and this may be why it was never transplanted to any other institution. It is an art that requires participation and that attempts to transform the participants. It is an art that shapes identity, both for individuals and for community, and one that relates to the shape of the church building and to the dedicatees of the altars within that particular church. 64 The Victorine sequences embody a unique art of memory, but they also remind us that every sequence repertory provides a special window onto the community that sang it. In the Victorine repertory, individual elements were arranged into larger wholes, suggesting the formal principles known today as "Gothic." 65 Are there ways that an understanding of the Victorine sequence repertory can shed light on other contemporary liturgical art forms? In a recent book on the west facade of Chartres Cathedral and the cult of the Virgin, I used musical and liturgical materials to help explain the understanding of history found at Chartres. In the art of twelfth-century Chartres, I found principles operating that were similar to those found at the Abbey of St.Victor, but they manifested themselves most profoundly in the visual arts rather than in the liturgical music. 66 It seems that there is more to do in understanding the art, music, and liturgical ideals of the twelfth and thirteenth centuries, and that the Victorines and their sequences offer models for how to work.
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Notes
In the notes to this introduction, I provide full citations only for works not in the bibliography or list of abbreviations of Gothic Song. For works already in the bibliography or list of abbreviations, I give the full author or editor name and full title on first occurrence, and sometimes the year of publication. The many late sequence texts edited in the volumes of Analecta hymnica provide the best way of evaluating the numbers of manuscripts that contained them, and their geographi cal concentrations. Calvin Bower has prepared a massive database including all sequences currently known, which will soon appear on line; Nancy van Deusen has compiled a catalogue of sequence manuscripts, now forthcoming. Earlier sequence repertories will not be discussed in this overview, with c. 1100 serving as a general cutoff point. Trope repertories also will not be discussed, but it should be noted that the relationship between proper tropes and late sequences has been significantly nuanced in recent years. The most important work in this regard is Andreas Haug, The Evidence of the Sequence Manuscripts" (1984) . Richard claimed that a great poet (assumed to be Adam) wrote "Ave virgo singularis, mater," and he also mentions the sequence "Zyma vetus," a text given a uniquely Victorine melody at the Abbey, one used to link a group of three texts exegetically. Thomas 
39
See Åslaug Ommundsen, "Two Selected Sequence Sources from Norway," in The Sequences of Nidaros, ed. Kruckenberg and Haug, 135-163. This study compares two manuscript fragments, one of which shows independence from the ordinal, and the other dependence upon its standardization of the liturgy. It would seem that there was a certain amount of flexibility in the ways the ordinal was followed or not followed throughout this enormous diocese. Her "Books, Scribes, and Sequences in Medieval Norway" (Ph.D. diss., University of Bergen, 2007), is a masterful survey of surviving fragments, with a catalogue, available online at the Bergen Open Research Archive, https://bora .uib.no/. Ommundsen explores the tension between the ordinal and the exemplar, or liturgical source book, and advocates further analysis of the copious surviving fragments. 40 See Lori Kruckenberg, "Making a Sequence Repertory: The Tradition of the Ordo Nidrosiensis Ecclesiae," in The Sequences of Nidaros, ed. Kruckenberg and Haug, 5-61. 41 Kruckenberg, "Making a Sequence Repertory," 37, and Hiley in his "The English Background to the Nidaros Sequences," in The Sequences of Nidaros, ed. Kruckenberg and Haug, 66, both comment on the ease with which Victorine sequences could have been imported to Norway. Lilli Gjerløw notes in her edition of the ordinal (109) that both Archbishop Eirik (1189-1205) and Archbishop Tore (1206-1214) were associated with the Abbey of St. Victor and spent time in Paris at a period when Victorine sequences were in ascendancy in the city and when the work of compiling the ordinal was in progress. Ommendsen and others hosted a conference in summer 2009 to explore the vexed question of Parisian influence on the northern sequence repertory in the thirteenth century. 42 See Kruckenberg, "Making a Sequence Repertory," 36-41. The Dominican influence was even stronger in Sweden; for an overview of the sequence repertory of Sweden, which must also be reconstructed from manuscript fragments, see Gunilla Björkvall, "Sequences in the Fragments at the Swedish National Archives," in The Sequences of Nidaros, ed. Kruckenberg and Haug, 45-62. xxx Introduction
